John Hodgkins' book revitalises the field of cinematic adaptation studies by drawing upon and developing concepts of affect, most notably theorised by scholars such as Gilles Deleuze and Félix Guattari, contributing to a growing trend in wider areas of film scholarship where these concepts have been used to challenge normative ideas and methodologies.
Continuing along similar lines, albeit focussing more in this instance on the organizational and temporal structures of novels, Hodgkins' third chapter explores Don DeLillo's Underworld (1997) and its adaptive impulses, which draw upon and translate the affective languages of the films of Sergei Eisenstein in particular. As Hodgkins demonstrates, DeLillo's novel draws upon Eisenstein's cinematic strategies of "metric, rhythmic, tonal and intellectual montage" (p.54), which create an "affective logic" (P.54), to render, make understandable, be complicit in and even critical of the complexities of post-modern societies and our position within them, with their fragmentary, disjunctive and unstable nature, their challenges to "historical unity and continuity" (p. 55) and, in particular, their image and media saturated environments which blur the boundaries between real and virtual.
Within the book's fourth chapter, rather than continuing to apply his methodologies to novels which have adapted cinematic languages, Hodgkins explores the relationship between Susanna Moore's novel, In the Cut (1995) , and the adapted film (2003) Turner, the leader of a slave rebellion, it is difficult to fully apply and understand the text through standard adaptation studies concepts. However, by conceptualising the film's adaptive processes as capturing the affective intensities of these diverse narratives, we can grasp the very essence of the film, as a text which sees no more truth in one representation or adaptation than another, furnishing an array of images that "shed light upon… the myriad ways in which Nat Turner has been perceived and…reinvented" (p. 131 -132), and conceptualising that understanding of this seemingly fragmented figure can only be found in a collection of the open-ended, un-objective, affective logics and the intense embodied responses that these diverse narratives produce.
In conclusion, this book lays the groundwork for an essential radicalising and broadening of the field of adaptation studies, presenting new ways of thinking about and analysing the relationship between films and literary texts which, if developed further within future research, would certainly enliven and transform the ways in which we think about intertextuality and inter-media relationships in a variety of fields.
